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ABSTRACT
Introduction
The purpose of this recital is to partially fulfill the requirements for the Master of
Music degree in Jazz Pedagogy, and to display musical proficiency on piano, bass guitar,
and drum set. Kyle Punt scheduled his graduate recital for March 22, 2022 at 7:30 PM.
The recital program includes nine pieces. The recitalist will play two selections on
the drums, piano, and bass, respectively. After a short intermission the recitalist will
perform three compositions of his own on his primary instrument, tenor saxophone. The
repertoire selected will highlight the recitalist’s proficiency on each rhythm section
instrument, with the selections being in a variety of different styles. The recitalist’s
creative and artistic abilities will be demonstrated through the performance of his original
compositions.
The pieces to be performed are as follows: piano trio arrangements of Joseph
Kosma and Jacques Prévert’s “Autumn Leaves” and Bobby Timmons’s “Moanin’” in the
style of Art Blakey and the Jazz Messengers1; Quartet performances of Guy Wood and
Robert Mellin’s “My One and Only Love,” Henry Mancini’s “Days of Wine and Roses,”
Wayne Shorter’s “Footprints,”2 and Herbie Hancock’s “Cantaloupe Island”3; and quintet
arrangements of the recitalist’s compositions, “Pompous Pilot,” “Overlord,” and
“Jupiter.” These original compositions are all in a contemporary straight eighths style

Art Blakey and the Jazz Messengers, “Moanin’,” recorded March 1958, track 1 on Moanin’, Blue Note,
vinyl LP.
2
Wayne Shorter, “Footprints,” recorded February 1966, track 4 on Adam’s Apple, Blue Note, vinyl LP.
3
Herbie Hancock, “Cantaloupe Island,” recorded June 1964, track 3 on Empyrean Isles, Blue Note, vinyl
LP.
1

2
with “Pompous Pilot” and “Overlord” being written in 2021 and “Jupiter” being the
recitalist’s most recent composition, written in 2022.

3
Part I: Arrangements of Jazz Standards to Demonstrate Proficiency
within the Rhythm Section
Autumn Leaves
Initially composed for the French film, Les portes de la nuit, in 1946, “Autumn
Leaves,” was a collaboration between composer Joseph Kosma and poet Jacques Prévert.
The original title of their work was “Les feuilles mortes” which literally means, “The
Dead Leaves.”4 It wasn’t until 1951 that the piece was translated to English by lyricist
Johnny Mercer, who altered the title to “Autumn Leaves.” Mercer has admitted that the
tune had made him more money than any of his other works,5 and rightfully so.
“Autumn Leaves” has been recorded commercially over 1,400 times, making it
the eighth most recorded jazz standard6 and the most successful non-American jazz
standard as well.7 The rise in the tune’s popularity is due, in part, to the recording made
by cocktail pianist Roger Williams in 1955. That recording reached the top of the
Billboard chart in that same year and thus became known to jazz musicians across the
country. It was saxophonist Julian “Cannonball” Adderley’s 1958 recording on his album
Somethin’ Else,8 however, that firmly crystalized “Autumn Leaves” as a jazz standard.9

Philippe Baudoin, “History and Analysis of ‘Autumn Leaves’,” Current Research in Jazz 4 (2012):
https://www.crj-online.org/v4/CRJ-AutumnLeaves.php.
5
Ted Gioia, The Jazz Standards: A Guide to the Repertoire (Cary: Oxford University Press, 2012), 25.
6
Baudoin, “History and Analysis of ‘Autumn Leaves’.”
7
Gioia, The Jazz Standards, 25.
8
Cannonball Adderley, “Autumn Leaves,” by Joseph Kosma and Jacques Prévert, recorded March 1958,
track 1 on Somethin’ Else, Blue Note, vinyl LP.
9
Gioia, The Jazz Standards, 25.
4

4
“Autumn Leaves” is an elegantly simple jazz composition, with a 32-bar “AABC”
form. The “A” sections start in the tonic major key and pivot to the relative minor key,
while the “B” section starts in the minor key and pivots back to the relative major. The
“C” section maintains a minor tonality throughout.
For the recitalist to demonstrate his flexibility of styles on drum set, he arranged
“Autumn Leaves” to shift between two common swing grooves: the two feel and the four
feel. The “A” section starts with the melody pickup in piano. At the downbeat a two feel
is established and maintained for the first two “A” sections. The two feel emphasizes
beats one and three, with the bass playing half notes on beats one and three as well. The
“B” section then transitions to a four feel, emphasizing the quarter note primarily, with
the bass transitioning to a walking bassline, composed of quarter notes on all beats. This
change of groove provides an interesting contrast between the “A” and “B” sections.
Examples of these grooves are demonstrated in Figure 1. The final “C” section then
transitions back to a two feel and concludes with a break on the final two bars of the
form.

5

Figure 1 Examples of a 2-Feel and a 4-Feel over the first four bars of "Autumn Leaves"

The pianist then solos for two choruses in a four feel throughout. The recitalist
comps rhythms on the snare drum while the pianist improvises, building and diminishing
energy with the soloist. The recapitulation of the melody follows the same formula as the
statement of the melody at the beginning of the performance, with the “A” and “C”
sections in a two feel and the “B” section in a four feel. The final four bars of the piece
are then tagged for a total of three times.
Moanin’
Throughout the mid to late 50s, all the way through the 80s, Art Blakey created an
environment for young composers and bandleaders to develop their skills and establish
themselves as individual musicians. This environment was known as “Art Blakey and the
Jazz Messengers,” and had an evolving frontline and rhythm section with Blakey as the
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drummer for the group throughout its existence. The change of personnel that the
ensemble saw in 1958 brought in trumpeter Lee Morgan, tenor saxophonist Benny
Golson, bassist Jymie Merritt, and pianist Bobby Timmons. Timmons brought with him a
R&B-influenced styling that helped to give the ensemble its great hard bop sound. One of
the tunes that Timmons brought to the group was “Moanin’,” the title track of the group’s
1958 album.10 This album was the most archetypal and popular album the group released.
It firmly established hard bop as Blakey’s style from that point on.11
The melody of “Moanin’” consists of a call and response. Call and response
melodies are historically rooted in West African and African-American music, with the
notable distinction of the response overlapping with the call, creating a unique effect.12
On the 1958 recording,13 the first statement of the melody is made by Timmons on the
piano. The response is then made by the rest of the ensemble with hits on beat 3 and the
“and” of 4, as seen in Figure 2. This two-note response evokes an “amen” response,
especially with the plagal IV-I cadence it forms14. For the repeat of the “A,” the roles are
switched, with the rhythm section responding to the horn players’ call. This then leads
into the “B” section which establishes a driving shuffle feel and more harmonic context.
The phrase structure in the “B” section consists of two similar phrases, the second of

Gene Seymour, “Hard Bop,” in The Oxford Companion to Jazz, ed. Bill Kirchner (New York: Oxford
University Press, 2000), 380.
11
Nick Morrison, “Art Blakey: Jazz Messenger, Jazz Mentor,” NPR, October 13, 2009,
https://www.npr.org/2011/05/03/113661199/art-blakey-jazz-messenger-jazz-mentor
12
Mark C. Gridley, Jazz Styles: History and Analysis 6th ed. (Upper Saddle River: Prentice-Hall, 1997), 48.
13
Art Blakey and the Jazz Messengers, “Moanin’.”
14
The IV-I plagal cadence is often referred to as the “amen” cadence.
10
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which alters the final two bars to return to the “A” section. The “A” section is played
once more before leading into solos.

Figure 2 The first 2 bars of "Moanin'" demonstrating call and response

This format is exactly how the recitalist will perform the piece, using it as an
homage to Art Blakey and his “Blakey Shuffle.” It consists of a regular four feel swing
pattern, with a driving snare drum pattern emphasizing beats two and four. An example
of a “Blakey Shuffle” can be seen in Figure 3.

Figure 3 An example of a "Blakey Shuffle"

The arrangement is slightly modified to fit within the piano trio configuration.
The call and response “A” section is done with the piano making the primary statement
both times, and the drums and bass responding. To establish contrast, the second “A”
section is played at a softer dynamic level. All instruments then join for the two-beat
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pickup into the “B” section. The recitalist then establishes the “Blakey Shuffle,” and the
melody drives onward, exactly as it does in the recording. The final “A” will then be
performed before moving into solos. The recitalist maintains the shuffle throughout the
piano solo, giving it drive and energy. For the bass solo that follows, the recitalist
changes his orchestration to give the bassist room to be heard, moving from the ride
cymbal to the hi-hat and removing the shuffle pattern from the snare drum. The recitalist
then adds a back beat on the snare drum to give the soloist more drive and to help shape
their solo. After the bass solo is finished, the melody is played in the same way as before,
with the only change being the addition of another “B” section at the end and a tag of the
melody. This once again replicates Blakey’s 1958 recording.
My One and Only Love
First released in 1947 under the title “Music from Beyond the Moon,” Guy
Wood’s “My One and Only Love” didn’t receive commercial success until it was given
new lyrics and a new title by lyricist Robert Mellin. It was included on the B-side of
Frank Sinatra’s album I’ve Got the World on a String.15 Its inclusion on this album is
what led it to be recognized by tenor saxophonist Charlie Ventura, who recorded it in
1953 as a tenor feature. The tune has since then been a staple tenor feature, having been
recorded by John Coltrane, Sonny Rollins, Ben Webster, Michael Brecker, and Joshua

Frank Sinatra, I’ve Got the World on a String/ My One and Only Love, recorded ca. 1953, Capitol
Records, 7” vinyl.
15
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Redman, among others. John Coltrane’s recording with vocalist Johnny Hartman in
particular is a favorite among jazz listeners.16
The melody of “My One and Only Love” stretches out for more than one and a
half octaves and remains diatonic to the key of C throughout the first two “A” sections.
The harmonic motion in these “A” sections does not stay diatonic to the key of C, with
the first chord of the second bar being a D7, which functions as a secondary dominant to
the V, G7. The harmonic motion for the rest of the “A” proceeds much like this with a iiiVI7 functioning as a secondary dominant to the ii. The sixth and seventh bars of the “A”
section also utilize delayed cycle motion with a vi-II7-ii-V7 progression which then leads
into a turnaround iii-VI7-ii-V7 progression that leads back to the beginning of the “A”.
The last two bars of the second “A” are modified to modulate to the key of E minor for
the “B” section with a ii-V being used to shift to that key area. The melody once again
stays diatonic to this new key area. The harmonic motion is far simpler in the “B” section
with the first four bars alternating between the tonic and ii-Vs.
As shown in Figure 4, the fifth and sixth bars then stay stagnant on the tonic E
minor while the bass creeps down chromatically, utilizing chromatically enhanced static
harmony before resolving on a D-7 chord in the seventh bar. This is when the modulation
back to C major begins and is achieved through a VI7-ii-V7 progression. The final “A”
section is the same as the ones before, except for the final two bars. These bars consist of
a ii-V7-I, with the V being modified to include the lowered ninth, an A♭.

16

Gioia, The Jazz Standards, 284.

10

Figure 4 Chromatic bass motion in the "B" section of "My One and Only Love" by Guy Wood 17

The recitalist’s role in the performance of this piece is that of harmonic
contextualization. On the piano, he will play chord voicings that express all of the
aforementioned harmonies. All the voicings played are rootless, meaning the root note of
the chord is omitted from the voicing. This is because the root is almost always played by
the bass, freeing up the recitalist to include chord extensions, adding color. The recitalist
can also modify dominant chords to increase tension, leading to more satisfying
resolutions. These modifications always maintain the third and seventh of the chord, as
those are the two most important tones in any dominant chord voicing. Examples of
rootless voicings, their resolutions, and dominant alterations can be seen in Figure 5.

17

Real Book in C, 6th ed. Milwaukee, WI: Hal Leonard Corporation
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Figure 5 Examples of rootless chord voicings, dominant alteration, and their respective resolutions

The Days of Wine and Roses
“The Days of Wine and Roses” was the Oscar-winning song from the 1962 movie
of the same name. The composer, Henry Mancini, was well known for his movie
compositions and was in the public eye, much as John Williams is today.18 “The Days of
Wine and Roses” reached the Billboard charts twice in 1963 with two separate versions,
one by Henry Mancini and the other by Andy Williams. The song’s popularity, as well its
captivating melody and harmony, led to it being covered by jazz artists. The tune was
especially popular among guitarists, and was recorded by Joe Pass, Barney Kessel, and
most notably, Wes Montgomery.19 Montgomery’s performance of the tune on his album
Boss Guitar20 helped to establish “Days of Wine and Roses” as a jazz standard. Before

18

"Henry Mancini," In St. James Encyclopedia of Popular Culture Online (Detroit, MI: Gale, 2013),
https://link.gale.com/apps/doc/K2419200780/BIC?u=uni_rodit&sid=bookmark-BIC&xid=8a8bd159.
19
Gioia, The Jazz Standards, 77.
20
Wes Montgomery, “Days of Wine and Roses,” by Henry Mancini and Johnny Mercer, recorded April
1963, track 3 on Boss Guitar, Riverside, vinyl LP.
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the end of that year the tune had been recorded by Dizzy Gillespie, Sarah Vaughan, Milt
Jackson, Art Farmer, and Bill Evans, further establishing it as a standard in the jazz
canon.
The melody of “Days of Wine and Roses” stays mostly diatonic to the key of F
major, the tonic key of the piece. It only ever departs this diatonicism in the seventh and
eighth bars of each of the 16-bar halves of the tune. The flat 6, in this case D♭, is the note
that is outside of the key, borrowed from the parallel minor key of F minor. This makes
this moment the most surprising and colorful in the melody, and the conservative use of
this note makes its appearance even more striking.

Figure 6 The ♭6 in the melody of "Days of Wine and Roses" by Henry Mancini 21

The harmony, on the other hand, departs from the key of F major right away. The
second bar of the tune has a ♭VII dominant chord which functions as disguised cycle
motion to a dominant VI chord. The first four bars of the tune only contain one chord that
is diatonic to F major. In the fifth bar the next diatonic chord is reached (a ii chord), but
instead of being followed by the typical V chord it is followed by a iv-♭VII7 progression

21

Real Book in C, 6th ed.
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which functions as disguised delayed cycle motion to a iii-vi-ii-V7, starting in the ninth
bar. The resolution to the I chord is delayed, however; instead another approach to the iiV7 is used. A vii-III7-vi-II7 is used in the thirteenth and fourteenth bars of the tune; this
delayed cycle motion then finally approaches the ii-V7 and the form returns to the tonic I
chord of F major. The second half of the tune follows the same harmonic structure except
for some changes near the end, notably the use of an authentic cadence in place of a half
cadence. In the ninth and tenth bars of the “C” section, the same iii-vi is used like before,
but the eleventh and twelfth bars use a half diminished ♯iv to a dominant IV to approach
the iii-vi-ii-V7 through disguised cycle motion at the end of the tune.
The recitalist’s arrangement of “Days of Wine and Roses” is inspired by the
recordings done by the Oscar Peterson Trio22 and Wes Montgomery. The tune starts with
a roll on the snare drum and then kicks off immediately into the melody, played on guitar.
The style is a medium swing. This contrasts the performance of the previous piece and
allows the recitalist to demonstrate comping patterns appropriate to this style and tempo.
The recitalist will utilize anticipations and delays (articulations of the chord a half beat
before or after the point of chord change), as well as a combination of short and sustained
attacks. Examples of these comping patterns can be seen in Figure 7.

The Oscar Peterson Trio, “The Days of Wine and Roses,” by Henry Mancini and Johnny Mercer,
recorded October 1964, track 2 on We Get Requests, Verve, vinyl LP.
22

14

Figure 7 Examples of an anticipation and delay, as well as short and sustained attacks.

Footprints
“Footprints” was written by Wayne Shorter in 1966 and was included on his
Adam’s Apple23 record, released the same year. This tune established his legacy as a great
composer. However, it wasn’t the recording on his own album that helped the tune gain
recognition.24 Around this time, Shorter had joined trumpeter Miles Davis in his second
great quintet, and “Footprints” was recorded for Davis’s record Miles Smiles.25 This
rendition of the tune is the one that has been remembered best, as the melody and form
are disguised and transformed by the drumming of the excellent Tony Williams.26 After
the tune had been recorded by Miles it was added to the group’s live repertoire and has
since become a classic jazz composition that is performed by jazz musicians in a variety
of contexts.

Shorter, “Footprints.”
Michelle Mercer, Footprints: The Life and Work of Wayne Shorter (New York: Tarcher/Penguin, 2007),
118.
25
The Miles Davis Quintet, “Footprints,” by Wayne Shorter, recorded October 1966, track 3 on Miles
Smiles, Columbia, vinyl LP.
26
Mercer, Footprints, 118.
23
24

15
The melody of “Footprints” fits the style that Miles Davis had established for
himself up to that point. Miles had asked Shorter to write the tune for live gigs, so his
inspiration for the tune was centered around creating something that sounded like
Miles.27 The melody has a restrained range that features a relaxed ascent and descent.
This is all done over a 12-bar minor blues in 6/4. The bassline consists of a five-note
motif that is just as salient to the tune as the melody is. This bassline can be seen in
Figure 8. On the Miles Smiles record, drummer Tony Williams also experiments with
shifting between 6/4, 4/4, and double time, giving the melody and bassline a much more
polyrhythmic feel.

Figure 8 The bassline for "Footprints" by Wayne Shorter28

The recitalist’s arrangement of this tune creates a mellow and calm atmosphere. It
begins with the recitalist vamping the initial bassline on bass guitar, soon doubled by
guitar. After the rest of the ensemble joins, the recitalist then plays the melody while
guitar continues to play the bassline. After the melody has been stated, the recitalist
resumes playing the bassline while the guitarist plays the melody. After the melody is

27
28

Mercer, Footprints, 118.
Real Book in C, 6th ed.
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stated again, the guitarist takes a two-chorus solo. The recitalist improvises a bassline
during the solos. The improvisation of this bassline centers around the root and fifth of
each chord. Additionally, the 6/4 meter lends itself to a bassline of dotted quarter notes,
with the occasional use of quarter notes to drive into a chord change. An example of a
possible bassline can be seen in Figure 9.

Figure 9 Example of a possible bassline over the turnaround of "Footprints"

Cantaloupe Island
Herbie Hancock has been a consistent force in the jazz world, with most of his
albums comprising exclusively original compositions.29 His 1964 album Empyrean
Isles30 is a case in point. The most notable and influential track on this album is the
timeless “Cantaloupe Island.” The simple three-chord structure and catchy syncopated
groove have launched this tune into popularity far beyond the spheres of jazz musicians.
The tune is a staple of jazz jam sessions across the globe, and has been sampled on

29
30

Gridley, Jazz Styles, 308.
Hancock, “Cantaloupe Island.”
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numerous hip-hop and rap albums. The most notable of these samplings is on the track
“Cantaloop” from US3’s 1993 album Hand on the Torch.31 Hancock’s original recording
is still an incredible example of the versatility of the tune, as the tempo is considerably
more reserved than future covers. This versatility makes “Cantaloupe Island” a nonthreatening jazz standard for students of all skill levels.32
As stated earlier, the harmony of “Cantaloupe Island” consists of only three
chords, the first of which is the tonic F minor. This is maintained for four bars before
descending a major third to a D♭7 chord where it remains for another four bars. Then,
through chromatic motion, the next four bars consist of a D minor chord. This is then
followed by four more bars of F minor before returning to the top of the form. The
melody is a simple riff that glides through the harmonic progression before coming to a
rhythmic unison in the D minor bars. This kind of harmonic progression is known as
plateau modalism, where a single modal sound is sustained for longer stretches of time.
The recitalist’s arrangement of this tune was inspired by the original recording
from the Empyrean Isles record. The recitalist will vamp the bassline while the pianist
vamps the same riff Hancock plays on the record. An example of these two lines can be
seen in Figure 10. After the boogaloo groove has been established across the piano, bass,
and drums, the guitarist enters with the melody, playing it twice through the form. On the
repeat of the melody, the recitalist modifies the D♭7 chord to D♭7/B♭, implying B♭

31
32

US3, “Cantaloop,” recorded ca. 1993, track 1 on Hand on the Torch, Blue Note, compact disc.
Gioia, The Jazz Standards, 57.
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Phrygian. After the statement of the melody, the guitarist plays a two-chorus solo before
the melody returns to end the tune.

Figure 10 Piano and Bass texture in "Cantaloupe Island"

The recitalist’s role within the ensemble for this tune is entirely to help maintain
the groove. Whereas “Footprints” has a written bassline for the presentation of the
melody, and the freedom to improvise a bassline during solos, the written bassline for
“Cantaloupe Island” should continue into the improvised solos, as it is an integral part of
the established boogaloo groove. In Hancock’s original recording, the bassline persists in
the solos for this reason.
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Part II: Original Compositions
Pompous Pilot
The initial inspiration for “Pompous Pilot” was Chris Potter’s “Green Pastures”
from his record Circuits.33 The opening to “Green Pastures” includes a bass figure which
emphasizes the root and fifth of harmonies a whole step apart. This was the starting point
for “Pompous Pilot”. Where “Pompous Pilot” differs is the activity of the bassline.
Figures 11 and 12 demonstrate this difference. Where “Green Pastures” is more
harmonically and rhythmically concise, “Pompous Pilot” maintains a steady eighth note
rhythm with added pitches on the descent of the line.

Figure 11 The bassline to Chris Potter’s “Green Pastures”

Figure 12 The bassline to Kyle Punt’s “Pompous Pilot”

33

Chris Potter, “Green Pastures,” recorded September 2017, track 6 on Circuits, Edition, vinyl LP.
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The melody of “Pompous Pilot” begins over the established two-chord vamp. The
motivic basis of this melody is an ascending fourth. This is adhered to for the first three
bars before becoming more linear in the following five bars of the eight-bar phrase.
These eight bars are then repeated to form an “AA” structure. The “B” section of the tune
introduces a harmonic contrast, departing from the two-chord vamp of the “A” sections.
The bassline of the “B” section borrows from the melody of the “A” section with motion
of fourths, while the harmony above it slides chromatically. The 11-bar phrase structure
also generates contrast to the more symmetrical 8-bar phrases of the “A” sections. The
tune concludes with a syncopated figure, inspired by the tihai from Indian classical
music. The tihai is a hemiola figure that is repeated three times at the conclusion of a
piece.

Figure 13 The Bridge to “Pompous Pilot”
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Figure 14 The tihai-inspired figure at the end of the "B" section of "Pompous Pilot"

The improvisations on this tune can play out in several ways. The soloist can
either solo over the two-chord vamp, passing on to the next soloist, or they can cue the
ensemble to play through the harmony of the “B” section, but with the harmonic rhythm
stretched out to two bars per chord. The end of this section uses the same unison tihai
figure, which then allows the tune to return to the vamp where another soloist can take a
solo or the melody can be played to conclude the tune. In performance, the first soloist
(guitar) elects to improvise over the vamp exclusively. At the conclusion of the guitar
solo, the recitalist begins improvising, cueing the ensemble to move on to the “B” section
when he feels it is most appropriate.
Overlord
“Overlord” is an exploration into modal jazz composition. The tune utilizes many
of the devices offered in Ron Miller’s Modal Jazz Composition & Harmony, Vol. 1.34 The
first two “A” sections comprise alternating two-bar Lydian dominant chords with roots a
whole step apart. The Lydian dominant chord, or Mixolydian #4 as Miller puts it, is the
fourth mode of the melodic minor scale. Miller describes the mode as “tensely yearning”
and quite bright, however not as bright as an Ionian or Lydian mode. This tense sound is

34

Ron Miller, Modal Jazz Composition and Harmony Vol. 1 (Mainz: Advance Music, 2013), 32-35.
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what the recitalist was driving for in the composition of the piece. To help establish this
texture, an arpeggiated voicing is used. This arpeggiation is presented with an eighth note
syncopation, adding rhythmic tension.

Figure 15 The voicings and arpeggiations for the texture in the “A” section of “Overlord”

The melody in the “A” section is somewhat stagnant and leans heavily on the #4
of the harmony. The opening note is in fact the #4, and as the harmony shifts down a
whole step, the melody comes to rest on the #4 of the next chord. This continues to
accentuate the tense nature of this harmony, creating a strong rub with the fifth of each
chord. The motion of the melody also outlines intervals and patterns that generate a tense
feeling. After sitting on the #4 for over a bar, the melody descends to the 3 and then
quickly drops down to the ♭7 before returning to 3, which has now itself become the #4
of the next chord. This interval, a tritone, is considered one of the most dissonant
intervals in western music. In the fourth bar of this phrase the #4 then descends in major
thirds, outlining an augmented triad. The combination of the interval of a tritone and the
arpeggiation of the augmented triad give the melody its tense feeling. The following
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phrase is a variation of the initial four bars, with the #4 being sustained for the duration of
the final two bars. This is then repeated with an extra four-bar extension added to create
space between the second “A” and the “B” section.

Figure 16 The melody to the "A" sections of "Overlord"

The “B” section of “Overlord” creates contrast with the “A” sections by speeding
up the harmonic rhythm and using a six-chord harmonic sequence, which is repeated
once. This sequence was devised through root motion of alternating descending major
thirds and ascending major seconds, which connects to the “A” section through chromatic
root motion. After the root motion had been determined, the recitalist created voicings35
that connected through voice leading in a satisfying way. These voicings, and their voice
leading, are illustrated in Figure 17.

35

Inspired by Modal Jazz Composition and Harmony, Vol. 1
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Figure 17 Harmonic reduction and voice leading in the "B" section of "Overlord"

The melody of the “B” section also contrasts the “A” section by being far more
sparse and more syncopated in nature. This melody, derived through the voice leading of
the harmony, is highly chromatic, with the final pitch of each bar one step higher than the
last. The use of arpeggiated triads helps to maintain interest and propel the melody
forward. The 12th bar of the “B” section includes a figure which is used to logically
reconnect to the melody of the “A” section.

Figure 18 The melody to the “B” section of “Overlord”
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The overall form for the tune is “AABAA,” which is used for solos as well. After
solos, the form is modified to drive to the end. The first two “A” sections are played as
normal; however, the extension at the end of the second “A” is removed and the “B”
section is reached immediately. The “B” section is then repeated three times with
increasing intensity, while the drums take a solo. The melody is played the second time
through the “B” and then taken up an octave for the final repeat. A unison figure, derived
from the “A” section’s chordal arpeggiations, is played in the final bar to end the piece.
Jupiter
The recitalist’s newest project is a suite of tunes composed to represent several
celestial objects. The first tune written for this suite is “Jupiter.” The central idea of this
tune was to create something heavy, confident, and joyful. These are all qualities that the
recitalist attributes to the planet Jupiter.
To generate a heavy feel, a double stop bass ostinato is played with the top pitch,
a C, being maintained throughout as an upper pedal point. The lower voice of the double
stop starts on an F, creating a perfect fifth with the top voice. It then descends to an E,
followed by an E♭ and finally a D♭. This creates a sequence of intervals of a perfect fifth,
minor sixth, major sixth, and major seventh respectively. This figure is repeated as the
melody is played above it.
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Figure 19 The bass ostinato for “Jupiter”

The melody in the “A” section of “Jupiter” rests on the chord tones of an F triad.
It starts by resting on a C. This C is approached by a grace note a half-step below. In the
second bar a chromatic enclosure is played around the C, before it comes to rest on the C
again. The melody then shifts to the third of the F triad, A. This pitch is treated in the
same way, with a chromatic enclosure in the sixth bar. The melody of the “A” section
then comes to rest on an E, creating a dissonance against the F in the bass.
It is at this point that the bass ostinato is used to facilitate a change of meter,
moving into the “B” section. This section is in 6/8, which helps to add to the confident
and joyful atmosphere. The harmony of this section is derived from the chromatic bass
motion throughout. Every bass note in this section is the third of the triad above, putting
them into first inversion. The harmony, starting with a G major triad, shifts down to G
minor, back up to G major and then up to A minor. This continues until it reaches its
peak, B♭ major. This shifting harmony is outlined by a repeated arpeggiation in the piano
and guitar. The arpeggiated figure helps to outline the harmony as well as give the pulse
for the 6/8 time. Figure 20 shows the basic shape of the arpeggiation. As the harmony
rises and falls, the final chord of F minor is used to transition back to the “A” with a 3/4
feel over the 6/8.
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Figure 20 The arpeggiated figure used throughout the “B” section of “Jupiter”

The melody of the “B” section clearly outlines the triads of the harmony, starting
on the third, descending to the fifth and rising to the root. This motive is the basis for the
rest of the melody. The shift to the 3/4 feel over 6/8 is expressed in the melody with
quarter notes being played to drive into the “A” section. Figures 21 and 22 show these
qualities of the melody. The second “A” has more drive and energy and is meant to be a
large arrival point. It is structurally identical, with only the addition of a resolution from
the E to F at the end, finally resolving the dissonance from the first “A.” This resolution,
however, occurs when the bass ostinato descends to the E, preventing a true resolution.
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Figure 21 The melody for the first 12 bars of the "B" section in "Jupiter"

Figure 22 The melody for the final 8 bars of the "B" section in "Jupiter"

Solos follow the same form, and chords are derived from the bass ostinato of the
“A” section. Each double stop serves as the basis for a chord. The F and C can imply a
Fsus2 chord, the E and C imply a Csus/E, the C and E♭ a E♭6/9, and the C and D♭ a
D♭maj7(#11). This sequence of four chords is repeated four times before moving to the
“B” section. The bridge follows the same form as the melody and maintains the 6/8
meter. The second “A” operates identically to the first “A” with the only change being a
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F#sus2 chord in place of the final Dbmaj7(#11) chord to help differentiate the top and
bottom of the form, as well as giving a nice pull back to the Fsus2.
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Conclusion
The repertoire selected for this recital demonstrates the recitalist’s ability to play
proficiently in many different styles of music. The selections represent the broad area of
study the Jazz Pedagogy degree provides. The breadth of topics studied includes history,
pedagogy, theory, composition, improvisation, and proficiency within the rhythm section.
The understanding of these topics has prepared the recitalist to be a professional jazz
educator.
Proficiency on the instruments of the rhythm section has provided the recitalist
with the context and experience to communicate with students who play these
instruments. This has not only led to more productive feedback, but a greater confidence
when working with these students. The ability to communicate with students in this way
also increases the confidence that students have in the instructor. The recitalist has
observed numerous students grow as musicians, due in part to the feedback and
knowledge he has shared with them.
The Jazz Pedagogy program at the University of Northern Iowa has also provided
excellent instruction in composition and arranging. The recitalist’s understanding of the
rhythm section has allowed him to create understandable and readable parts for those
instruments. This in turn has allowed for successful writing and arranging, as
demonstrated by the three original compositions on the recital program. The instruction
the recitalist received in composition has allowed him to find his individual voice, with
compositions that are individual and interesting.
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After two years of study, the recitalist feels prepared and confident to take his
next step into the professional world. The Jazz Pedagogy degree program at the
University of Northern Iowa has prepared him to be a successful educator, performer, and
composer. This recital is the culmination of many hours of hard work, practice, and
study, and the final presentation of the recitalist’s skills in each of these areas.
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GLOSSARY OF TERMS

Back Beat - The emphasis of beats two and four in 4/4 time.
Break - When the rhythm section (piano, bass, drums) stops playing behind a soloist for a
brief period, usually two or four bars leading into the soloist's first improvised
solo chorus (at which point the rhythm section resumes playing).
Chromatically Enhanced Static Harmony – One voice of a chord moving chromatically
while the surrounding voices remain the same.
Cycle Motion – Root motion that progresses through the cycle of fourths
ex. Em-Am-Dm-G7-C.
Delayed Cycle Motion – Cycle motion that delays the resolution of a dominant chord by
instead resolving to a minor chord with the same root ex. Dm-G7-Gm-C7.
Disguised Cycle Motion – Cycle motion that is disguised by chord substitutions. The
roots of these substitutions are derived from the notes of a fully diminished 7
chord, built off of the original root. In a ii-V7-I in C for example, the Dm chord
could be substituted with a Fm, A♭m or Bm chord, while the G7 chord could be
substituted with a B♭7, D♭7 or E7 chord. ex. Em-Am-A♭m-D♭7-C.
Disguised Delayed Cycle Motion – Delayed cycle motion that is disguised by chord
substitutions. The roots of these substitutions are derived from the notes of a fully
diminished 7 chord, built off of the original root ex. Dm-G7-D♭m-G♭7.
Riff - A riff is a repeated chord progression or refrain.
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Secondary Dominant - Any chord that has the dominant function over another chord that
is not the tonic of the song.
Tag – The repetition of the final bars of a tune, done at the conclusion of the piece or
before a new solo.
Vamp - A short, simple chord sequence, often two chords which is repeated.
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